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May 2012, my mother was present and saw my first art show; I completed my BFA Thesis 
at Hunter College Leubsdorf Gallery. But, in August 2012, after my mother returned to New York 
City from Mexico, she collapsed at LaGuardia airport and was taken to Mount Sinai hospital where 
she was diagnosed with brain cancer. This tragedy devastated my father, my siblings and me. It 
made me rethink the meaning of commitment, dedication, structure and discipline for myself. I 
had to reshape my way of thinking and feeling to understand the essence of being a caregiver, feel 
and give love, be rational, act in a responsible way, and show empathy. Structure and discipline 
became my fundamentals for creating habits that became a practice. 
I used to live with my family in a two-bedroom apartment. My four sisters slept and shared 
one bedroom, my mother and father slept in the living room and I slept in a small bedroom. Every 
morning around 5:45 am my father headed to work, and I would get up to feed and give my mother 
her medicine. There were some mornings that were rough; and there were some mornings that 
were pleasant – some days my mother was smiling instead of feeling pain. My mother’s illness 
semi-paralyzed the right side of her body. My father and I took the responsibility in making sure 
she was receiving the appropriate personal attention. A physical therapist was appointed to come 
to our house twice a week to give my mother therapy. I had to learn the exercises because my 
mother needed consistent therapy on the right side of her body. A nurse would also come every 
day to check up on my mother. Twice a week at 9am my mother and I were picked up by an 
ambulette to see her doctor at Mount Sinai hospital. 
I would go to Mount Sinai and always saw my mother going through her treatments. I 
would hear, from her doctor that the purpose of the medication and chemotherapy were to control 
the brain tumor.  “A couple months,” is all the time they predicted she would be alive and as a 
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family we didn’t know what to expect. Concrete time was running out for my mother and we 
always had to be ready. 
I remember in June 2013, while I was working at a restaurant, I received a text message 
from my sister stating that my mother had bruises on her left leg. I had to put everything down and 
leave my job to attend to my mother. When I got there, she was in pain and her leg was covered 
with bruises. I immediately called 911 and took her to the hospital. I still have the memory 
inscribed; we were placed in the Emergency Room and the doctors came over and started the 
examination. While they were testing her, she started to shiver. She told me “I am cold son” those 
were the last words I heard from her that night. The bruises on her leg were getting worse because 
her artery had burst, and she was bleeding internally. This caused her lungs to collapse and she 
was immediately placed on a medical ventilator. 
On June 3rd, 2013 the doctors met with my four sisters, father, and I to give us the news we 
didn’t want to hear – my mother’s body was coming to an end. As a family we had to make a 
choice to disconnect her from the medical ventilator. I remember that after we met with the doctors 
my dad came towards me and said: “You are the captain of this ship, let’s make a decision.” As a 
family we decided to disconnect her. On June 4th, 2014 at 3:56pm while I was heading to work to 
do my usual bartending shift, I received a phone call from my sisters stating that our mom had 
passed away. I didn’t go to work and I went straight to the hospice care center to see her. Her death 
made me feel many emotions and made me think of how fragile our time on this earth is. 
Commitment. I was committed to care for my mother, to be a facilitator, to be her loving 
son and caregiver, during this time we shared ideas, had dialogues. I fed her croissant sandwiches 
- that we both knew weren’t part of her prescribed diet – but once a week I would get her one 
anyway. Discipline. I had to discipline myself to be on point with my mother’s nourishment and 
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medication. I was responsible for her during the morning and when I came back from work. I had 
to make sure she was well taken care of at home.  
This tragedy hit me personally, and it changed me into the human I am now. This 























My artistic practice is both my labor and my leisure. I believe in documenting and 
preserving stories by making objects. I am interested in understanding the business models of 
artists, who perform in social roles during political and social turmoil. These artists create works 
that expand their visual boundaries and express the human experience in unexpected and unique 
ways. To me, making art is about making choices, being open for experimentation, and not being 
afraid to make mistakes. In this section, I will discuss two twenty-first century projects, “Conflict 
Kitchen” and “Rebuild Foundation” to provide context; and my own project “Practice of Everyday 
Life-205 (PoEL-205), as well as my artistic practice in general.   
Conflict Kitchen was a “restaurant/art project/non-profit that served the cuisine from 
countries with which the United States is in conflict, militarily or diplomatically. This restaurant 
created a constantly changing site for the recognition of ethnic diversity in the post-industrial city 
of Pittsburgh.”1 Conflict Kitchen was founded by two artists, Jon Rubin, who is an art professor at 
Carnegie Mellon University and Dawn Weleski, a Stanford University MFA graduate. I was able 
to conduct a phone interview with Jon Rubin in June 2016 to talk about the history, concept, and 
logistics of the project. Conflict Kitchen’s business model was able to temporarily sustain a set of 
concepts and business ethics in its operation that were incredibly unique for a single restaurant.  
In 2010, Conflict Kitchen opened its doors as a takeout window restaurant, and in 2013 
expanded by partnering with the Pittsburgh Parks Conservancy to operate their business in a kiosk 
located at Schenley Plaza.2 Conflict Kitchen rotated its identity every six months or in relation to 
 
1 “Conflict Kitchen,” JON RUBIN, accessed November 18, 2019. http://www.jonrubin.net/test-
page.   
2 Bob Batz, “Conflict Kitchen Closing Schenley Plaza Eatery, but Continuing Mission,” accessed 




current geopolitical events with a new menu, name, and façade. From 2010 until 2017, Conflict 
Kitchen served food from Cuba, Iran, Afghanistan, North Korea, Venezuela, Palestine, and the 
Haudenosaunee Confederacy. Each Conflict Kitchen iteration was enhanced by events, 
performances, publications, and discussions that sought to expand the engagement that the public 
had with the culture, politics, and issues at stake within the focus region. In addition, to serving 
food to hundreds of people each day, Conflict Kitchen worked with people living in each focus 
country and employees were trained to engage willing customers in conversations. Matthew 
Harrison Tedford of Art Practical writes, “The food served at Conflict Kitchen is more than just 
sustenance; it is meant to be a vehicle for conversation about the nation and culture being 
represented.”3 As Jon Rubin described the restaurant, “[it is] a place on the street level where we 
can unpack politics together, using food as a storytelling device.”4 Using food as a medium to not 
just moderate conversations about geopolitical events, but offer an opportunity to enjoy the 
aesthetics of the food wrappers, menus, placemats and façade and how the role of the employee 
and customer become part of the artwork.  
Conflict Kitchen had many supporters but were deeply affected by their critics. In 2013, 
during Conflict Kitchen’s Palestinian iteration – serving shawarma, blaqlawa, baba ghanoush, with 
commonly held Palestinian viewpoints on food wrappers, they received a $50,000 grant from the 
Heinz Endowment. A “Jewish service organization B’nai B’rith International expressed ‘dismay 
and deep concern’ about the restaurant’s discussions about the Israel-Palestine conflict.” 5 The 
 
3 Mathew Harrison Tedford, “Dawn Weleski,” accessed November 18, 2019, 
https://www.artpractical.com/column/visiting-artist-profiles-dawn-weleski/ 
4 Joseph Stromberg, “Where War is What’s for Dinner,” accessed November 18, 2019, 
https://www.smithsonianmag.com/innovation/where-war-is-whats-for-dinner-9735/. 




Heinz Endowment responded by changing their opinion of the project stating that it promoted 
‘anti-Israel messages’ and decided to disavow the grant. It is also important to note that the chair 
of Heinz Endowment was Tereza Heinz Kerry, the wife of former US secretary of state John Kerry, 
who led attempts to arrange a peace deal between Israel and Palestinian territories. Conflict 
Kitchen started receiving death threats and they were forced to temporarily close the restaurant in 
November 2014.6 Even though Conflict Kitchen was mostly supported by their customers they 
also received grants from foundations and had the support from the Frank-Ratchye Studio for 
Creative Inquiry at Carnegie Mellon University.7 The founders kept pushing the boundaries and 
reopened after Jon Rubin donated a $15,000 award that he personally received toward the 
Palestinian iteration of Conflict Kitchen. Both, Jon Rubin and Dawn Weleski, never gave up and 
responded with this message, “Perhaps it is hard for some people to hear that Palestinians are not 
happy with Israel policies or the actions of some of its citizens, but to cast their viewpoints as 
simply anti-Israel is to reinforce the simplest, most polarizing and dehumanizing reading of their 
lives and perpetuate the silencing of their voices.”8 In line with fostering connection and 
amplifying voices that are not heard, Jon Rubin presented a project during Conflict Kitchen’s 
Palestinian iteration, named “The Foreigner,” where he used headphones, microphones, and simple 
mobile technology, in order for citizens of Pittsburgh be introduced to someone who is currently 
living in Palestine through a local Pittsburgh citizen as a human avatar.9 Designing visual 
aesthetics, pedagogical opportunities, and leisure activities that reveal voices that aren’t commonly 
 
6 Martin Pengelly, “Pittsburgh restaurant receives death threats in ‘anti-Israel’ messages furore,” 
accessed November 18, 2019, https://www.theguardian.com/world/2014/nov/09/pittsburg-
restaurant-conflict-kitchen-death-threats-isreal.  
7 Batz, “Conflict Kitchen Closing Schenley Plaza Eatery, but Continuing Mission.” 
8 Snyder, “Conflict Kitchen leaves legacy of tolerance.” 




heard in a society shows that fine art can help to dissolve anti-foreign sentiments. 
 Conflict Kitchen transformed from an experimental art project into a flourishing restaurant 
that contributed “food for thought” to the region of Pittsburgh, but on May 31st, 2017 Jon Rubin 
and Dawn Weleski announced its permanent closure. In their announcement, they also stated that 
Carnegie Mellon University would no longer provide administrative assistance for their creative 
and programmatic activities.10 In my interview with Rubin, he mentioned that 90% of Conflict 
Kitchen’s revenue came from their food sales and 10% came from grants and institutional support. 
Carnegie Mellon’s contributions helped Conflict Kitchen fund their creative and educational 
programming and the university connection allowed them to hire staff through the work-study 
program. They were also able to offer health, union, and retirement benefits to full time staff. For 
Rubin and Weleski to reopen Conflict Kitchen they would need to seek new partnerships and 
support or develop a more sustainable model. This project did offer a model for art practices that 
reside outside of the traditional commercial-gallery model while remaining partially financially 
feasible. An example of the social role of the artist manifesting a corporate model that has become 
fiscally sustainable is Rebuild Foundation by artist Theaster Gates. This art project has developed 
into a business that buys damaged and abandoned houses in underserved neighborhoods on the 
South Side of Chicago. His foundation restores the properties to become cultural centers.  
Theaster Gates is a Chicago based artist and urban planner. Gates began his studies as a 
ceramicist at Iowa State University in the mid-1990s. He went on to study urban planning and 
during the early 2000s worked as a city planner with the Chicago Transit Authority, “assisting 
artists in navigating the municipal bureaucracy of public art commissions.”11 In 2009, Gates gained 
 
10 Batz, “Conflict Kitchen Closing Schenley Plaza Eatery, but Continuing Mission.” 




a position at the University of Chicago as the Director of Arts Programming Development and 
then in 2011 he became the Director of Arts and Public Life. Currently, he is the chairman of the 
Rebuild Foundation, a 501(c)3 not-for-profit organization, which according to the IRS, is an 
organization that is commonly referred to as a charitable organization.12  
Rebuild Foundation has an Internal Revenue code that can be tax exempt, which means it 
is exempt from federal income tax, exempt from federal unemployment tax, and all donations are 
tax-deductible. 13 According to Gates, the private foundation allows him to hide behind the tax 
shelter while being generous and enjoying a limited amount of liability for any lawsuits in 
connection with the properties. For each individual property, Gates has created separate LLCs, 
which allows him to relinquish individual ownership. Gates manages fifteen LLCs in addition to 
Theaster Gates Studio LLC.14 By investing in real estate while performing the role of artist, Gates 
has been able to combine for-profit and nonprofit funding channels. He uses Theaster Gates Studio 
LLC to carry out business as a for-profit entity. The buildings are owned by Gates, and not by the 
Rebuild Foundation, but the program sites are developed, organized, and managed by Rebuild 
Foundation. Another important note is that Gates’ projects are in partnership with the University 
of Chicago, which gives Gates a considerable financial benefit and positive publicity.15 This 
project can guide us to understand the economies of political space and people.  
 
12 Exemption Requirements – 501(c)3 Organizations,” Internal Revenue Service, accessed 
November 18, 2019, https://www.irs.gov/charities-non-profits/charitable-
organizations/exemption-requirements-501c3-organizations. 
13 Adrian Anagnost, “Theaster Gates’ Social Formations,” NONSITE.ORG, accessed November 
18, 2019, https://www.nonsite.org/article/theaster-gates-social-formations. 
14 Theaster Gates, “The Artist Corporation and the Collective,” NKA Journal of Contemporary 
African Art, no. 34 (Spring 2014): 78. 
15 Adrian Anagnost, “Theaster Gates’ Social Formations.” 
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Theaster Gates responded to the absence of arts and cultural venues in an underinvested 
neighborhood by buying abandoned buildings and houses to transform them into active venues 
that are up to code, where people can gather and reinvent communities. In 2008, he bought two 
houses in a neighborhood which had previously been neglected since the sixties and “hollowed 
out for two or three decades by poverty and crime.”16 He was able to take this step because from 
2007-2010 the subprime mortgage crisis hurt the US economy in four major ways, “it lowered 
construction, reduced wealth and thereby consumer spending, decreased the ability of financial 
firms to survive, and reduced the ability of firms to raise funds from securities markets.” 17 Many 
homeowners that were high-risk borrowers and well to do Americans couldn’t afford the high 
mortgage interest rates, this forced many homeowners to foreclose their homes. To many 
Americans, the housing crisis was a broken American dream, but for Gates, it was an opportunity 
to enter the real estate market. Gates bought his first properties for $16,000 and named the two 
abandoned houses Dorchester Projects.18 After renovating the houses he gave them purpose as the 
Archive House and the Listening House. At this moment, Gates has six other properties that are 
active: Dorchester Art + Housing Collaborative, Stony Island Arts Bank, Black Cinema House, 
Kenwood Gardens, St. Laurence School Building, and Theaster Gates Studio. With these projects, 
Gates has been able to redirect the financial and social capital of large networked institutions to an 
underinvested neighborhood and it seems he is achieving this by avoiding conventional criteria of 
aesthetic judgment.  
 
16 Adams, “Chicago artist Theaster Gates.”  
17 John V. Duca, “Subprime Mortgage Crisis,” Federal Reserve History, accessed November 18, 
2019, https://www.federalreservehistory.org/essays/subprime_mortage_crisis.  
18 Tim Adams, “Chicago artist Theaster Gates: ‘I’m hoping Swiss bankers will bail out my 





Dorchester Projects consists of an investment in two previously neglected properties that 
were recycled and turned into a library, slide archive, and a soul food kitchen. For these two 
houses, Gates gutted them and repurposed the materials to create an aestheticize space to house 
the architectural books from the now-closed Prairie Avenue Architecture Bookshop, the University 
of Chicago glass lantern slide collection, and vinyl records saved from the demolished Dr. Wax 
music store.19 Having an abundance of raw materials from the houses he renovated, Gates created 
shoe-shine stands to be sold in the 2008 NADA Miami art fair. The shoe-shine stands were 
“modeled after those at Shine King, a storied West Side shoe-shine joint where preachers and cops 
sat alongside NBA stars.”20 During the NADA art fair, Gates invited patrons to sit on the shoe-
shine stand and began shining their shoes. This performance gave Gates a spotlight and collectors 
quickly learned his name. His shoe-shine stands were sold for $12,000 each and a significant 
portion of the proceeds went into the Dorchester Projects.21 Gates process of creating these spaces 
and objects is centered on the act of salvaging from “the wreckage of disinvestment in America’s 
black metropolises.”22 Gates’ model of using art, artisanship, and a locally-rooted social mission 
has appealed to many philanthropists who donate funds to the Rebuild Foundation’s work. Among 
the leading philanthropic foundations that donate funds are the Andrew W. Mellon Foundation, 
the Ford Foundation, and the Bloomberg Philanthropies. As well, as several major financial 
institutions, such as Bank of America, Deutsche Bank, Citibank, Chase, MetLife, and Morgan 
Stanley. 23 Theaster Gates Studio LLC and Rebuild Foundation have recently acquired more than 
 
19 Anagnost, “Theaster Gates’ Social Formations.”  
20 Diane Solway, “The Change Agent,” W Magazine, accessed November 18, 2019, 
https://www.wmagazine.com/story/theaster-gates-chicago-artist.  
21 Solway, “The Change Agent.” 
22 Anagnost, “Theaster Gates’ Social Formations.” 
23 Anagnost, “Theaster Gates’ Social Formations.” 
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30 vacant buildings on the South Side.24 I am looking forward to seeing how Gates will transform 
and activate the abandoned buildings. I also want to create my own model for my artistic practice 
in order to be in conversation with artists who practice the non-for-profit and for-profit models. 
Practice of Everyday Life (PoEL) was born after I read Michel de Certau’s 1980 book “The 
Practice of Everyday Life.” In the summer of 2015, I rented an underutilized store front located at 
184 East 109th street and named the site PoEL-184. I decided to create PoEL-184 in the 
neighborhood where my family and I immigrated in 1993, Spanish Harlem, also known as “El 
Barrio.” Spanish Harlem is a neighborhood that has housed many ethnicities and undocumented 
families, such as mine. My interest in renting a store front came from remembering that from the 
ages of 7 to 18 years old, I grew up in apartments that sheltered 3-4 undocumented families. My 
family and I lived in cramped apartments where we all had to figure out how to interact and move 
around each other, but most importantly respect each other’s space. However, there was no 
physical space where I could be in silence or declare it as my own room to imagine and create the 
impossible. Even though I lived for 11 years in overcrowded apartments, each family was pleasant 
and generous. I am an artist who creates temporary venues where one could believe in the 
possibility of the individual and believe in the possibility of the collective. This belief drove me to 
create Cultural Workers, a manifesto that outlined the creation of an intentional community of 
skilled creative workers.  
My PoEL installation series are architectural environments that are borne out of my 
drawings and paintings to become temporary workers clubs. By performing in the installations as 
a cook, designing and constructing furniture, and creating pedagogical-leisure activities, the use 
 
24 ReJournals, “Theaster Gates honored by ULI for work in urban development,” accessed 




of the spaces transforms into temporary venues for learning, relaxation, contemplation, and 
apprenticeship. To construct and facilitate programming at PoEL, I utilize my Cultural Workers 
manifesto to guide a collective made up of local undocumented and US citizen workers who are 
responsible and creatively skilled. For my graduate thesis, I presented PoEL-205 at Hunter’s 
College art gallery named 205 Hudson Gallery. Each collaborator in the collective was 
compensated to honor their labor and artistic integrity. My collaborators had the opportunity to 
create their own pedagogical-leisure activity within PoEL-205 and the public became part of the 
programming through their participation. The overarching theme that guided the actions was to 
explore ideas of belonging and trespassing. In my performance as a cook, I prepared black bean 
burgers from beans that were imported from my father’s farm in Puebla, Mexico. The black bean 
burgers were sold for $4 with a 50% discount if the costumer engaged in spoken and written 
dialogue addressing current immigration policies and conflicts in capitalist-driven societies, such 
as in the US.  
In my current series of drawings and paintings, my imagery blends the familiar with the 
fantastic to construct existential-architectural landscapes that address agony, disorder, and can 
stand for the broader human experience. I depict labor and leisure narratives of the worker from 
the communities in which I live, work, and travel, juxtaposed with stories about unrecognized or 
underrecognized cultural figures from the Americas. By using various materials such as, colored 
pencil, paint, faux gold/silver leaf, and collaged inkjet prints, I create painterly imagery that 
captures the physical strength of the worker’s gestures and the architecture of vernacular houses 
from where I was born in Mexico and from growing up in New York City.  
My images call upon a variety of sources, including personal photos, the figure, patterns 
and symbols of Mesoamerican cultures, and 19th-century landscape paintings of the Americas, to 
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name a few. For example, I have been gathering information about the first liberator of enslaved 
people in the Americans, Gaspar Yanga, who founded a colony in the highlands of Veracruz, 
Mexico by revolting and achieving a peace settlement with the Spaniards in 1609. By bringing 
forward overlooked histories, my work responds to ideas of power and law, freedom, and self-
recognition, to interrogate the norm and explore new narratives. 
Before graduate school I wasn’t aware about Conflict Kitchen and the Rebuild Foundation, 
but my practice led me to research artists whose practices I could align myself to. I learned that 
there is no formula to play the social role of the artist, but that the artist must find their own formula 
through utilizing their own opportunities to create new access points. The artist needs to believe, 
challenge, care, love, and understand their subject and content. However, as an artist and individual 
it is important to know and understand the ins and outs of running a for-profit or a non-for-profit 
practice. Understand that there are possibilities to divert public and private funds into art driven 
projects that will benefit not just the artist but the community that the artist is working with. The 
artist must have a set of ethos and ethics when they play the social role of the artist. A practice that 
reminds people of their humanity through beauty and creates new narratives and possibilities. 
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Cultural Workers is an artwork driven by believing that Art, Culture, and Design can create a 
temporary organized collective made up of local and foreign workers within the focus 
community. Cultural Workers is a comradery of skilled, responsible, and creative workers who 
create temporary workers clubs named Practice of Everyday Life (PoEL) in public or private 
spaces. Cultural Workers constructs PoEL because we want to create spaces for apprenticeship, 
learning, relaxation, and contemplation. 
 
We accomplish this by: 
 
• Building an intentional community of skilled creative workers where art matters more 
by demonstrating the impact of innovative, ambitious and entrepreneurial arts, 
cultural, and interior design initiatives. 
• Activating vacant venues with cultural events, performances, educational 
programming, publications, and discussions that seek to expand the engagement the 





Cultural Workers is made up of temporary collectives and acts as a platform for individuals to 
strive for personal and artistic development that is holistic in scope, teaches creative problem 
solving, while providing access and exposure to professional and educational experiences for 
cultural and artistic development.  
 
To achieve these goals, Cultural Workers has identified three core components that guide the 
program: 
 
Access and Exposure: 
Cultural Workers seeks to increase access and exposure to the arts for skilled creative workers 
by providing: 
• Opportunities for a deep level of engagement with artistic concepts, materials, 
personal expression and a community of fellow skilled creative workers not 
typically offered in work settings. 
• Experiences with artistic cultural resources aimed at developing skilled creative 
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workers’ appreciation for the arts, culture, and design. 
Diversity and Bridging Communities: 
Cultural Workers is dedicated to promoting diversity and bridging communities by: 
• Engaging with a broad range of communities. 
• Developing partnerships with community-based organizations and relationships with 
the communities they serve. 
• Providing skill training through skills exchange workshops. 
 
Cultural Workers Code of Conduct 
 
You are a key component in the representation and image of your craft and Cultural Workers 
and, to all the parties with whom you come in contact. Given the constant contact and proximal 
relationships you share, it is essential that you showcase a professional and respectful manner 
of conduct when engaging and communicating with all parties. 
 
It is expected that you maintain a high level of professionalism in both verbal and written 
interactions with all those you encounter. These include, but are not limited to, your craft, email 
correspondence, reflections, meetings with Cultural Workers, and interaction with your fellow 
Cultural Workers community. 
 
Maintaining a positive rapport with each other is essential to the creative environment we hope 
to establish for Cultural Workers to run effectively and for each other to flourish. 
 











Through the understanding of the hospitality industry model we use the social relations of food 
and economic exchange to engage the general public in discussions about Art, Culture, and 




Cultural Workers has established an ethos of recycling, reusing, and remaking. We believe that 
great design should be accessible to all classes, whether you are rich or poor. We closely work 
together to define solutions, design and ultimately, build remarkable projects. We want to expand 
our scope and complexity of our projects and focus largely on community-oriented work. 
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Interiors are designed for the performance and operation of the projects and at times inspire 
unique form of interaction post construction. 
 
Emerging Cultural Workers Fellowship 
 
The Emerging Cultural Workers Fellowship Program is a program where skilled creative 
workers get an opportunity to learn from other Cultural Workers through hands-on work 
experience, mentorship from Lead Cultural Workers, and foundational training in the following 
areas: 
• Artistic Development 
• Critical thinking 
• Project management 
 
Reflections on Projects 
 
Cultural workers are expected to use reflection is a method to provide insight into the 
development of themselves and the group. It is an opportunity to seek advice and perpetuate an 
ongoing dialogue with peers. This form of correspondence is forum for constructive support. 
Reflections helps each of us gain a more holistic understanding of our practice. 
Reflections are meant to be a tool to grow and analyze the successes and challenges you 
encounter; they are not the place to vent frustrations. If you are experiencing issues with any 
aspect of your practice, interpersonal or otherwise, please know that there is an open-door policy 



























Black Bean Burger Project 
Presented by Gabino A. Castelán 
April 20th, 2017 6pm – 9pm (Public Event) 
 
Power of Myth Workshop 
Presented by Gabino A. Castelán 
April 24th, 2017 1pm – 3pm (Public Event) 
 
FRAMEWERK Workshop 
Presented by Saul Chernick 
May 1st, 2017 1pm – 3pm (Public Event) 
 
Discarded Materiality Workshop 
Presented by Antonia Perez 
May 2nd, 2017 2pm – 4pm (Public Event) 
 
Eating Disorders Discussion: "Packages, Boxes, and Bags" 
Discussion lead by Borne Dance Artistic Directors Kianna Moye and Katie Kilbourn, a NEDA 
Helpline Volunteer 
May 4th, 2017 7pm – 7:30pm (Public Event) 
 
Dance Performance: "Packages, Boxes, and Bags" 
Presented by Borne Dance Company 













Mexican Salsas “Mayan and Nueva”: A Hands-on Workshop  
Presented by Chef Rolando Mena and Connoisseur Kelly Lopez 
April 25th, 2017 7pm – 9pm (Private Event) 
 
Cumbia y Sancocho Benefit 
Performed by V4P0RÚ 
April 28th, 2017 7pm – 11pm (Public Event) 
 
InnerCityTimes Open Mic 
Presented by Alejandro Barragan 
April 29th, 2017 7pm – 11pm (Public Event) 
 
3 course tasting paired with mezcal “Your Existence Is Historical” 
Presented by Culinary Director Juan Bautista and Connoisseur Kelly Lopez 
May 3rd, 2017 7pm – 10pm (Private Event) (Cancelled)  
 
Crochet paired with mezcal “5 de Mayo” 
Presented by Antonia Perez and Gabino A. Castelán 
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Fig. 1. PoEL-205, 2017, duct tape, vinyl decals, house paint, handcrafted furniture, mylar, 
sheetrock, and existing architecture, total dimensions variable. 
 
Fig. 2. PoEL-205, 2017, duct tape, vinyl decals, house paint, handcrafted furniture, mylar, 
sheetrock, and existing architecture, total dimensions variable. 
 
Fig. 3. PoEL-205, 2017, duct tape, vinyl decals, house paint, handcrafted furniture, mylar, 
sheetrock, and existing architecture, total dimensions variable. 
 
Fig. 4. PoEL-205, 2017, duct tape, vinyl decals, house paint, handcrafted furniture, mylar, 
sheetrock, and existing architecture, total dimensions variable. 
 
Fig. 5. PoEL-205, 2017, duct tape, vinyl decals, house paint, handcrafted furniture, mylar, 
sheetrock, and existing architecture, total dimensions variable. 
 
Fig. 6. PoEL-205, 2017, duct tape, vinyl decals, house paint, handcrafted furniture, mylar, 
sheetrock, and existing architecture, total dimensions variable. 
 
Fig. 7. PoEL-205, 2017, duct tape, vinyl decals, house paint, handcrafted furniture, mylar, 
sheetrock, and existing architecture, total dimensions variable. 
 
Fig. 8. PoEL-205, 2017, duct tape, vinyl decals, house paint, handcrafted furniture, mylar, 
sheetrock, and existing architecture, total dimensions variable. 
 
Fig. 9. Black Bean Burger Project, 2017, Performance, Presented by Gabino A. Castelán. 
 
Fig. 10. Power of Myth Workshop, 2017, Workshop, Presented by Gabino A. Castelán. 
 
Fig. 11. Mexican Salsas “Mayan and Nueva”: A Hands-on Workshop, 2017, Workshop, 
Presented by Chef Rolando Mena and Connoisseur Kelly Lopez. 
 
Fig. 12. Mexican Salsas “Mayan and Nueva”: A Hands-on Workshop, 2017, Workshop, 
Presented by Chef Rolando Mena and Connoisseur Kelly Lopez. 
 
Fig. 13. Cumbia y Sancocho Benefit, 2017, Performance, Presented by V4P0RÚ. 
 
Fig. 14. InnerCityTimes Open Mic, 2017, Performance, Presented by Alejandro Barragan. 
 
Fig. 15. Discarded Materiality Workshop, 2017, Workshop, Presented by Antonia Perez. 
 
Fig. 16. Eating Disorders Discussion: “Packages, Boxes, and Bags,” 2017, Workshop, 





Fig. 17. Eating Disorders Discussion: “Packages, Boxes, and Bags,” 2017, Workshop, 
Discussion lead by Borne Dance Artistic Directors Kianna Moye and Katie Kilbourn, a NEDA 
Helpline Volunteer. 
 
Fig. 18. Dance Performance: "Packages, Boxes, and Bags," 2017, Performance, Presented by 


























































































































































































































































April 20th, 2017 6pm – 9pm (Public Event) 
 
During the opening I cooked and sold Black Bean Burgers. The black beans were imported from 
my dad’s humble farm in Puebla, Mexico. I sold the Black Bean Burgers for $4 with a 50% 
discount if answered this question: “As an engaged citizen [politically-active] living in the United 






















April 24th, 2017 1pm – 3pm (Public Event) 
 
What is Power of Myth? 
Power of Myth is an art workshop where participants re-create and re-tell their own stories, 
imaginatively express their emotions and explore aspects of their identities. You are invited to 
draw, paint, collage, and write on mannequin head prints appropriated by me, Gabino A. Castelán. 
These prints are meant to inspire you to become storytellers based on your identity and 
imagination. What will you make?  
 
Steps: 
● Choose a print you like!  
a) You may choose a print that has a male head mannequin or a female head 
mannequin.  
b) Use as many as you like to make your art. 
 









         Fig. 12 
April 25th, 2017 7pm – 9pm (Private Event) 
 
Salsas are an essential part of Mexican cuisine and special guest Chef Rolando Mena shared the 
roots of traditional salsa making tools and techniques dating to the Mayan Era as well as 
contemporary recipes. Participants prepared three of their own salsas paired with bocadillos (small 






April 28th, 2017 7pm – 11pm (Public Event) 
 
Sancocho Benefit consisted of a stew of records, sound collage, sonic improvisations and dance 
music over the course of 4 hours. A chicken and vegetable stew were simultaneously prepared and 
cooked. The sancocho served as a fundraiser to repair water damage sustained by the V4P0RÚ’s 























April 29th, 2017 7pm – 11pm (Public Event) 
 
On April 29th artist Alejandro Barragan hosted his monthly bilingual Open Mic at Practice of 



















May 2nd, 2017 2pm – 4pm (Public Event) 
 
Antonia Perez, an artist and educator, transformed Practice of Everyday Life into an art classroom 
where she presented Discarded Materiality Workshop. Participants used reusable and discarded 
materials that flow through our daily lives such as, packaging, papers and plastics to make 




















                          Fig. 17 
May 4th, 2017 7pm – 7:30pm (Public Event) 
 
Borne Dance Company hosted an informational discussion of eating disorders with facts, statistics, 
and resources from the National Eating Disorders Association (NEDA). The discussion was led 
by Borne Artistic Directors Kianna Moye and Katie Kilbourn, a NEDA helpline Volunteer. Along 
with facts and information from NEDA, Katie Kilbourn discussed her own personal story about 






May 4th, 2017 8pm – 9pm (Public Event) 
 
Borne Dance Company transformed Practice of Everyday Life into a theater. The dance piece was 
based on the internal struggles of the human mind and experiences that are usually unseen to the 
outside world.  
 
 
 
 
 
 
 
